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FILM DIARY 


Weds. June lth. 


+ 


+ 


La Verité (France '60)H.Clouzot;3. Bardot 
Red Mantle eee '67)G. Axel 
Barbarella (France '67)R.Vadim; J.Fonda 


Thurs. June 5the 


+ 
+ 


+ 


Lady In Cement (USA '68)G.Douglas 


SussF.Soc 4+7pm. 


Bekele 
Duke of Yorks 


Curzon 


Secret Life Of An American Wife (USA '68)G.AxelrodCurzon 


Red Mantle 
Barbarella 


Frid. June 6th. ° 


en an a ee 


+ 
+ 


Les Cousins (France '58)C.Chabrol 
The Nannie (GB '65)S.Holt:Bette Davis 
Red Mantle 


a a NS 


Sat. June 7th. 


+ 


tat 


Sune 


+ 
+ 


+ 
Mon. 


+ 


Bande A Part (France '64)J-L.Godard;A.Karina 


My Universities (USSR 'hO)M.Donskoi 
After fhe Thin Man (USA '36)W.S.VanDyke 
Red Mantle : 
Lady In Cement 

Secret Life Of An American Wife 
Barbarella 


June Sthe 

The Immortal Story (France '68)0.Welles 
Simon Of The Desert (Mexico'68)LiBunuel 
Thebattle Of The Bulge (USA '65) K. Annakin 
My Universities 

Lady Ih Cement 

Secret Life Of An American Wife 


June 9the 


La Belle Bt La Béte (France '45)J.Cocteau 
The Immortal Story 

Simon Of The Desert 

The Battle Of The Bulge 
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s. Jame .10th. 


The Immortal Story 

Simon Of The Desert 

Lady in Cement 

Secret Life Of An American Wite 
The Battle Of The Bulge 


BF. 
Duke of Yorks 


BBC 2 

Curzon 11pm. 
BeF.T.- 
Curzon 
Curzon 


BeF.T. 11pme- 
B.Combii1.15pm. 
BBC 1 

B.F.T. 

Curzon 

Curzon 

Duke of Yorks 


B.F.T. 

B.F.T. 
Embassy 
B.Comb11.15pm-e 
Curzon 

Curzon 


UnivA2 6pm. 
B.F.T- 
B.F.T. 
Embassy 
Curzon 
Curzon 


B.F.T. 
B.F.T. 
Curzon . 
Curzon 
Embassy 
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Weds. June i1th. 


“Zero De Conduite (France '33)J.Vigo acer Film 
Transeurope 2 -BxDress (France '68)A.Robbe-Grillet )Soc. lh + 7pm. 
The idiot (USSR 60) director unkown — UnivaA2 10am. 
The Immortal Story Bis Bal « 

Simon Of The Desert By Wels 
Lady In In Cement. Curzon 
Secret Life Of An American Wife Curzon 
The Battle Of The Bulge Embassy 


Zihurs. June 12th. 


tet tet 


Sun. June _ 
+ 


“Dance Of The Vampires (France '66)R. Polanski A.B.C. 
The Cardinal (USA '63)0.Preminger Embassy 
Here We Go Round The So aperry Bush (GB '67)C.Domer Curzon 


A Fistful Of Dollars (Italy '65)$.Leone Curzon 
“Simon Of The Of The Desert B .F.T. 

The _ Immortal St Story B.F.T,. 

Frid. June 13th. 

Le Joueur (France '58)C.Autant-Lara BBC 2 
“Dance Of The Vampires A». B.C. 

The Cardinal Embassy 

The Immortal Story B.F.T. 
Simon Of The Desert Be Ts 

Here We Go Round The 1 Mutberry Bush Curzon 

A Fistful Of Dollars ~ Curzon 

oaks June ilth. 

Masculin-Feminin (France '66)J-—-L.Godard Barats Toms 
Another Thin Man (USA '39)W.S. VanDyke BBC 4 

Yaro Oni Mo. eH (GB '67)Y¥. OPI B.Como 1145 
The Immortal Story - Bare ts 
Simon Of The Desert B.F.T. 

Dance Of The Vampires A.B.C. 

The Cardinal Embassy 
Here We Go Round The Mulberry Bush Curzon 

A Fistful Of Dollars Curzon 
June 15the 

~ ‘The Great Race (USA '6lL)B. Edwards -- Embassy 
Penny Serenade (USA '41)G.Stevens - - BBC 4 

Dance Of The Vampires A.B... 

Yoko Oni No. Lh '  ~“B.Gomb 17.15 
Here We Go Round The iaaeeee Bush Curzon 

A Fistful Of Dollars Curzon 
June 16th. 

~The Wild Angels (USA '67)R. Corman B-F.T.members 
Who's Afraid Of Virginia_ Woolf? (USA '66)M.Nichols Curzon 11pm. 
Dance Of f The Va Vampires abs Cs 

The Great Race Embassy 
Here We Go Round The Mulberry Bush Curzon 


A Fistful Of Dollars Curzon 


y) 


+ The Sxterminating Angel (Mexico '62)L.Bunuel 


Westbound (USA *59)B.Boetticher 
The Wild Angels 
Dance Of The Vampires 


re a Se 


Weds. June 18th. 
Shane (USA '53)G.Stevens 
Planet Of The Apes (USA '67)F. Schaffner 
The Wild Angels pot 
Dance Of The Vampires , 


ee oe ree 


A Fistful Of Dollars 


Thurse June 11th. 


a 


a ee a 


Frid. June 12th. 
+ The Wild Angels 
Benjanin 
+ Who's Afraid Of Virginia Woolf? 


UnivA2 7pm. 
ITV London 
B.F.T-emembers 
he OeGe 
Embassy 
Curzon 11pm. 
Curzon 

Curzon 


SussFSoc. h+7pm. 
Duke of Yorks 
B.F.T.members 
AeBeCe 

Embassy 

Curzon 11pme 
Curzon 

Curzon 


A.B.G. 
Bef, f.members 
Duke of Yorks 


BeF.T.members 
A.B.Ce 
Curzon 119m. 


Ihg NEW GARDNER CENTRE FOR THE ARTS 
a neem re oa AMEE 


Moving into its own new building will enable the Gardner Centre 
for the Arts to expand its programme for next season. Apart 
from regular theatre productions — outside, foreign productions 
and our owr~-ballet;~ film and hopefully opera, the concert 
“programme will include concerts by the London Mozart Players, 
thé Camerata Orchestra, the London Sinfonietta, The Zephyr Trio, - 
David Vilde, Anna Lockvood, the Delme Quartet with Marisa Robles, 
the Pierrot Players, the University Orchestra and Choir and others. 
The Allegri Quartet will be in residence and give open rehearsals 
at lunchtime, special children's concerts and evening performances, 
And you won't want to miss the judging of the Pirst Radcliffe 
Award for Chamber Music by Benjamin Britten, Thea Musgrave and 
Humphrey Searle, Jazz, the Blues and Indian music will also be 
part of the programme, Poetry readings, lecture, theatre workshop 
seSsions, concerts by young performers are among the events which 
will fill the Arts Centre in the bar, foyer area and gallery at 
lunchtime almost daily. The range and numbers of exhibitions, too 
will be extended, both in the New Gallery and other parts of the 
University. Among them a major show of Contemporary Dutch Art, an 
exhibition grouping the work of all our Artists in Residence to 
date, a Christmas Exhibition of pottery, modern jewellery, prints, 
weaving, exhibitions by our current artists in residence Tike 
David Saunders, Tony Underhill ete. The Centre will continue its 
‘Series of talks sto local societies and is planning more schools! 
tours of children's plays. 


Full details of next season will be made available shortly. If 
you wish to be kept informed regulerly of future events do call 


or write to the Arts Centre, May we add you name to our mailing 
list? 


THE NEW GARDNER CENTRE FOR THE ARTS — YOUR ARTS CENTRE 


fear Sac rey Bl ie ot 
SDVERUT 
Fe a 


¢ 
PREVIEWS 


La Verite (France £960) «. Clouzot: B. Bardot 


The girl (Bardot) is on trial for the uurdir of 
her fiance ~ the issue is not whether she killed hi.., 
but the reason why she did. The judge and the spec- 
tators express pious outrage 1s the sad story unfolds - 
to thei. in the evidence, to us in flashback. The half 
truths of the prosecution are presented, visually to 
us, and then the scene continues, filling out till it 
becoues the whole truth, 2s the girl coupletes the 
picture with her evidence. 


Clouzot presents Bardot at her most sensitive 
and gensual b2ttling against impotence, misunderstand-— 
ing, and bourgeois convertions. Her passion for her 
fiance is wet with his indifference, her attempts to 
regain his interest are wet with insults and accusat- 
ions. Clouzot shows that the middle class, 'respec- 
table!', citizens puritanicelly condein her passion 
and her actions whilst they vicariously absorb, raptly, 
each sad detail. 
(Sussex Film Soc. - June Ath 4 and 7 p.u.) Pode 


Les Cousins (France 1959) Chabrol: Jean-Claude Brialy, 
Bernadette Lafont. 

Basically, Les Cousins is a perusal of young boy 

who cones to the big city, is tempted, nearly falls, 

only to fail completely throuzh his innate goodness. 

In Chabrol's film Horatio Alger is transfor ed into a 

Lermel °itkin who not anly loses the girl, but fails 

the exa.s he has studied so hard for. His texptor Paul 

succeeds (he gets the girl and passes his exa.s) not 

despite his vices but aluost because of then. The 

point being that this is the way the world operates. 

ig we watch Les Cousins, Chabrol, like Hitchcock his 

waster, .anipulates us fro.. a stage where we equate 

Gharles with sood and Paul with bad, to one where we 

realize such cateyories are irrelevant in a world 

which judges by results. 

(BBC 2 ~ 6th June) P.H. 


Bande a Part (France 1964) J-L Godard; A Karina, 
S. Frey 
Possibly Godards most easily accessible filu, 
Bande a Part tells the story of three students (inna 
Karina, Sani Frey and Claude Brasseur) who try to 
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steal so.c woney from Marina's aunt. Whet starts 
off as farce turns into tragedy as Brasseur's criiinal 
relatives take a hand. Bande a Part can be discussed 
fairly satisfactorily in terus of plot and character 
developient, but it contains within itself the te ginn- 
ings of the escape frou the tyrrany of classical struce 
ture. Godards tethod of work in his Inter filns 
involves a putting together of episodes, dialogues, 
monologues, to for. a coherent structure which cannot 
be usefully considered in teris of the siwple idea of 
a ‘plot'. The germ of this approach appezrs in Bande 
a Part when some of the ost importrnt sequences bear 
little or no relationship to the «ction. 

In many ways this is Godards sunniest fil: and one 
that see s to show 2 continual delight with the pleasure 
of waking a fila. 


The Inmaortal Story (France 1968) 0. Welles: Jeanne 
Moreau. 
"Originally ade for French television, this is 
Orson Welles' first fils in colour. Welles hiuself 
plays a rich Auerican eben in fin de siecle macao, 
whe senses his approxching death and deteriines, as a 
last act worthy of his ae to sake a legend cone 
true. The legend, recounted by generations of sea- 
farers, tells of a young sailor offered five guineas 
to iake love to a rich old uan's beautiful young 
wife. One sailor, he decides, will be able to tell 
the tale xs it happened; but the moLent of truth is 
death to the old bull. Welles is here back with Citi- 
zen Kone, both in style (imch deep focus and use of 
shadow and silhouette) and subject (the unbridgeable 
gp between power 2nd olmipotence). It has be auti- 
fully judged performances from Je-nne Moreau as the 
wollan of the story and Roger Coggio as the old man's 
wily secretary; and above all, the massive, ingnif- 
icent presence of Welles iia ce, u 
(BFT June Sth - 14th). David Wilson - Sight arid 
Sound. 


La Belle et_ le Bete (France 1946) J. Cocteau: Jean 
acne Marais. 
Cocteau's re-working of wn Cl&th fairy-tale into 
a classic piece of poetic horror about doo ed love, 
beauty 2nd death. <A prince, having been transformed 
into a furry beast (played by Jean tarais, who wakes 
the beast appear strangely attractive snd uoving 
rather thon awe-inspiring or horrific) flees the world 
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to hide in a besutiful park, wandering desolately 
through the corridors of his sansion. Finally, the 
spell is broken by his beloved who seeks hi: out. 

But the rede .ption can only be worked at the price of 
sacrifice. 

The use of the lnndseape, the decor and the pic- 
turesque .onster give the fili an eerie char of great 
beauty. The tenor of the fili: is one of world-weary 
aestheticism, as is’ brought out by the dedication: 

"To all those who are tired of so-called real life..". 
(U. of Sussex. June 8th) T.5 


Trans Europe Express (France 1968) 4. Robbe-Grillet. 
"We see a director (Robbe-~Grillet hiuself), his 
producer and script girl board the trans-Europe express 
and talk about souwe idens for a filu. Their ideas are 
filved out for us and spliced with shots of the three 
of theu considering and arguing and rewriting - there 

was tive for 2 hundred visions and revisions. Their 
sketch is a (i1ock) gangster-spy story about dope 
suuggling (‘with lots of fights and rape!) aboard the 
trms-Europe express; as the story goes on, the 
director is less and less clear about the motivation 
or even tseaning of the action. The story begins to 
write itself, and by the tive they lewve the train the 
story his so completely imposed itself on reality that 
they see a newspaper article about events in the 
fiction. 
Trans-Europe Express is an extreuely interesting 
film; this interest is its achievement ond its linit- 
ation. It is not, strictly speaking, a work of art: 
it is an absorbing essay about art. We react intell- 
ectually, not e:.otionally; we sre interested, not 
coved. But Trans-Europe Express has 2 further linit- 
ation: 2s an experi.ent with file, it is something 
of = dead-end. One camot indefinitely insist on the 
differences between art and life, even if one is, in 
soe way, insistins that art is uore powerful than 
life .n % ; 
Brian hurphy, - Filus 
and Filiing. 


Zero de Conduite (France 1933) J. Vigo. 

The filu which has been practically forgotten 
until Anderson made "If", a : 

This stall uasterpiece, unde in the thirties by 
a young anarchist dying of tuberculosis .lso served as . 
a source of inspiration for “Les 400 Coupe". There is 
no need to go over the story of sioll boys suffering 
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and finally rebelling at a revolting private school. 
The fili lasts less than an hour but packs into that 
tine a fantastic intensity of vision end erotional 
range. The schoolboys are shown as naughty children 
but elso as noble huien beings trapped in an intolerable 
society. The uasters are as seen by the children, gro- 
tesques each of whol. etbodies one of the character~ 
istics of the bourgeoisie, hypocrisy, averice, etc., 
but there is also a young teacher who txkes the 
childrens side and sees life as they see it. The 
final revolt is both moving wind extre.ely funny. 

Those people (including the Cannes Grand Jury) 
who think "If" is a uasterpiece should be forced to 
see Zero de Conduit once a day until they realise the 
error of their ways. 
(U. of Sussex Film Soc. June 10th) GJ. 


The Cardinal (USA 1963) 0. Pre inger - 

One of Preninger's unquestionable waster—pieces. 
Very long and very couplex, it tells the story of m 
Auerican priest who, during the ceremony of his inves-~ 
titure as a Cardinal in Roe, remeubers the painful 
and difficult stations in his career. Never before 
hes the technique of flasubacks been used with such 
mastery, and Preiinger's cuts and dissolves are the 
cineintic equivalent of Proust's narrative style. 

as usual, Preuinger is prinarily interested in 
the mouent of decision which for his heroes is always 
the rouent of self-revelation, bec use it confronts the 
conscious ilege which the hero has of hinself frou. his 
wht he really is according to his past - both con- 
scious and unconscious. Furtheriore, it separates 
colnitnent from ere good-will and intention, 2nd it 
forces private e.otiions to articulate theiselves in 
a public context. 

Despite the vivid action, the variety of histor- 
ieal caneos, and the Grauatic personal episodes, the 
introspective :ood of the filn is beautifully sustained 
throughout, right frou the opening scene of the chi:ing 
bell and the solitary figure walking up endless flights 
of stairs in the hot Romen iidedzy sun. - Not to be 
missed. 

Enbassy ~ June 12th ~ lAth. TE. 


The Dance of the Vaipires (G.B. 1967) 8. Polanski. 

id Although this film was made some tine ago, it has 
only just been released in England. It was first shown 
in France, with French sub titles, and its original title 
was 'The Fearless Varpire Killers’. 


me 


The Dance of the Vampires is a selection of all the 
old horror fil. cliches: the Professor (Jack iuacGowran ) 
and his assistant (played by Polanski hi.self; arrive in 
a g.all village which is terrorized by a plague of 
vu.pires. Equipped with strings of garlic, crucifixes, 
wooden stakes and =1]1 the old reiedies, they start their 
investigation... 

In Polanski's hands the cliches are put to anew 
use: a crucifix held up by 2 beautiful blonde .aid 
Goes not deter the vaupire, it doesn't even turn hi:. to 
dust, because he is Jewish. Dracula's son, as it turns 
out, takes a strong liking to the professor's assistant, 
and one fatiliar figure, the hunchback-dwarf-slave, is 
for once really terrifying. 

All the contages and special effects are excellent 
but they are not lost, as they frequently are in Hamer 
filis, auong boring scenes of prdded dialogue. Polan~ 
ski has an acute sense of the acabre, and this turns 
The Dance into a Black Co. edy. The audience is caught 
between laughter md terror. In so.¢ ways Polanski h-s 
outdone Hitchcock. This fil is just as entertaining 
as ‘North by Northwest', and equally cleverly construc— 


tec, but in retreading olc ground, Polanski has made iz) 


souething new. 
(u.B.CG. June 12th - 18th) John KratovilL 


Fagculin - Feminin (France 64) GL. Godard: J-P 
Leaud. 

In retrospect, nasculin - Feuinin .arks a dividing 
line in Godard's work, in that his interest in the 
personilities of his characters decreases as his inter- 
est in their environient, the world in which they live 
progressively increases. Though not a political filu 
in a narrow sense, it clearly has political irpli- 
cations, even if it presents itself wore as a sociol- 
ofical essay as "the children of Mark and Coca Cola". 

& feucration which grew up with sverican pop music is 
portrayed in their confusion, 2s they sense that the 
world whivh they see every day and their personal 
probleis are solehow intimately related. 

Paul, after his military service in 4Jlgeria cones 
back to Paris and strikes up a rather tortuous relation- 
ship with a would-be pop singer end her fecale friends, 
He tries to sdapt hinself to the flippancy and non— 
chalance of these girls but fails, unhappily wavering 
petween emotional involvexent and intellectual detach- 
ent. The filu shows his atteupts to srappke with his 
situation 2s he starts to put his thoughts to paper. 
it the enc (narrated by one of the girls at 2 police 
stetion) we hear that Paul fell off a building site 
while trying to take a photo of the girls. Ta 


Lraton€ 


‘Te 


Zhe Great Race (USA 1964) B. Edwards, J. Lewtion, T. 
Curtis, N. Wood. 

This over-long comedy block~buster ostensibly des-— 
eribes a pre World War I uotor race between New York 
and Paris. In reslity the race plot acts rather ten- 
uously to string together a series of comic episodes. 
Tony Curtis and Jack Lemuon have a field aay of over- 
acting as the pure hero and black hearted villain. 
Natalie Wood hangs around decoratively md Peter Falk 
turns in a masterly perfor.ance 2s Lemon's incom 
petent servant. 

It is interesting to compare this filin with other 
blockbusters, especially the superficially si.ilar 
hacsnificent men in their Flying lachines. The najor 
problem of waking a 3$ hour wide screen film is how to 
keep the audience interested for that length of time. 
This problem is usually solved by having a large cast 
of stars and interweaving a nu.ber of plots and sub- 
plots with greater or less success. 

Edwards, on the other hand, has found a different 

~solution, Using a suali cast he has effectively con- 
structed a film out of 2 series of twenty uinute 'fils- 
lets', connected by the presence of the stars. In The 
Great Race one gets a 'had Scientist! short followed by 
a 'Western' followed by a ‘Costume Drama! followed by 
a 'love story'. 

It requires a director of zenius to fill a cinema 
scope screen for three hours of a coherent filu. — 
Edwards' solution, although sinpler, is certainly Lore 
satisfying than usual. 

(Eubassy June 15th — 18th) GJ. 


The Exterminating Angel (Mexico 1962) Luis Bunuel: 
S. Pinal. 
Bunuel's extreiely complex film about the spirit- 
ual and social paralysis of the bourgeois ruling class. 
4 party of well-to~do Mexicans, asseibled in «1 villa 
after a night out at the opera, are suddenly unable to 
leave the room, and soon find the:selves in a kind of 
socialized Robinson Crusoe~situation, which reveals 
their physical putrescence, their secret sexual desires 
ond perversions, 2s well as their fears and night:mres. 
Told like this, one sight think of the filn as nerely 
a parable — and sche: atic at that ~ of bourgeois deca- 
cence. But the power of the filu is derived fron sour- 
ces deeper than our intellectu:1 appreciation of Bunuel's 
farguient'. The Exteruinating inzel has the paych ol~ 
oxical truth of a drea. (indeed, the motif of the 
threshhold that can't be passed, is a basic dresim 
syubol of the refusal to chanze, and the dread of losing 
one's identity). On the other hand, the filu has the 
visual realisi: and the sequential rationality of 
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consciousness and intellect. The spectator is thus 
eaught both ways, especially since he is hinself in a 
quasi-tagic enclosure, the cinema. Bunuel confronts us 
not only with the dezradation of a certain society, but 
also with our own ‘degradation’ on the level of our 
imagination, as we live it out through the cineuatic 
mediun. Not for nothing is there a dream within the 
film, which might have come straight frou Un Chinn 
fndalou: Bunuel's bitter comment on the ability of 

the bourgeoisie to ‘appropriate’ the nost revolution— 
ary uaterial, and neutralize its intent. What we can- 
not live, we dreati, and the cineua helps us to dream 
collectively - we do everything, just to avoid cross— 
ing the threshhold of change - and liberation. 

(U. of Sussex. June 17th) oh 


Films (p)reviewed in previous issues: 


A Fistful of Dollars BFR II,14 
Here We Go Round the Mulberry Bush BFR 1,1 
The Wild Angels BFR IT ,3 


Who's Afraid of Virginia Woolf BER I1,e¢ 


(Advertisement ) 


'AVENTINE' PORTRY MAGAZINE 
The Poetry of Youth 


On Sale Monthly , Editor: 
Price: 9a Patrick WN. Galvin, 
Subscriptions: 11/- p.a. . - 30 Terminus Road, 


post free Brighton. 
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the Trip (U.S.4.1968) Roger CormansPeter Fonda, 
Bruce Dern, Susan Strasbere. 


While Corman has demonstrated that he is the 
consummate master of the cinematic medium time after 
time again he kas yet to establish himself as a 
director of the first rank.The frip does not yet place 
him in this category,but it mars & glant step forward 
on Corman's part and quite definitively rules out 
eny continued attempts to belittle the significance 
of his work.the Trip,almost surprisinely,is a very 
personal movie.Wwhaktever meybe the association bet- 
ween LSD and freedom there’ can be no doubt that the 
opportunity to make a movie about LSD has given Corman 
very considerable artistic freedom,of a Kind which 
up-to-date he has not really enjoyed nor particularly 
desired.So correspondence between Corman's own — 
experience and that of Paul,the maker of advertising 
movies,played by Peter Fonda,who is the central char- 
acter in the picture.In part the movie appears to be 
Corman's apologia ro vita sua as a maker of (often 
very zood) pulp coimercial movies end Paul's admission 
ii: reply to the open invitation ,"any ching you want, 
man" -~ "Y don't know't might well be Corman's own. 
re SS highly allusive,almost Literary movie,in the 
menner of Godardsthere are references to Cormen's 
Own pictures,to other horror movies,to the cinema of 
Bergmn,whom Corman is known to admire3;TV commercials 
are parodiedsthe visual style of several sequences 
alludes to the vork of &@ number of modern painters, 
cartainly Warhol and Tom Wesselmann , probably Vasarely 
and Bridget Niley.The complexity of the Cinematic 
effects by which Corman conveys the effects of LSD 
ns) certeinly remarkable: the advancing and converging, 
expanding and receding kalsidoscopic patterns of Light 
that initiate Fonda's trip;the scene in Which he 
feels vulnerable and divorced from reality, shot against 
a black b-ckeround from a perspsetive which makes him 
appear small and isolated,the huge chair which Bruce 
Dern ,his psychedelic mentor ,pushes towards him and 
which appears as overwhelming and threatenin::.One is 
struck always by directness and epproprirteness of 
Cormants style.thus,the Split screen technigques,flashily 
and ineffectively used in fhe Thomas Crown Affair and 
lhe Boston Strangler are here used with verve and 
imagination to some prrpose. the 360 decree camera move-~ 
ment which was used by Godard in Weekend as a baroque 
exercise is brilliantly used here to Sugeest the sense 
of discontinni ty induced by smoking érass.he camera moves 
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steadily and hypnotically round the circle of smokers 
so that the words of the speaker which continue off- 
camera sound disconnected and appear to be issuing 
out of a void.ind yet,despite obvious temptations, 
the standpoint of reality is never; lost;the glamor- 
ization which would necessarily any attempt by the 
minions of mass culture,however determinedly snd 
self-righteously moral their opposition,to tackle a 
subject like LSD is wholly lacking. 


the #austien implications of this theme can hardly 

be avoided and the stern admonitions on the dangers of 
LSD,which precede and conclude the movie inevitably 
recall~ the words of the Chorus at the end of Marlowe's 
plays 

"Feustus is gonesregard his hellish eign om er 

“Whose fiendful fortune mey exhort the wise 

Only to wonder at unlawful things, 

Whose deepness doth entice such forwerd wits 

+o practise more than heavenly power permits." 


At a time when man's mastery over nature and the 

external world has so completely outpaced his willing- 
ness to come to terms either with himself or with. the 
nature of human societyswhen even a journey to the 

moon may seem like a milk-run,a.campier exper? ence 

than its comicbook prototype - then Lsd would appear 

to be 2 crossing of the last and most dangerous frontier, 
exposing oneself to the darkest forces of the unconscious 
mind,even at the price of destroying the mind itself, 
cormen seems to imply that it precisely the terrifying 
nature of LSD that gives it an ethical quality: for 

while the movie is no more a sermon egeinst "unlawful" 
things"than is Marlowe's play, the point about the 

world of acid is precisely that it is not "a toy for 

vhe thrill-seeker",that its consequences are far more 
momentous end signifiesnt than the vacuous sociability 
-nd mindless "Groovy,baby"s induced by pot. 


But Corman's exploretion of the drug scene and the 
soctal context that made the drug scene possible (or 
necessary!) is without illusions..fter the credits and 
pre-cred.t sequence the picture leads in with a sequence 
in Bruce Dern's psychedelic club,which as we see later 
when Peter Fonda wanders into it,feetures a topless dancer 
and a beat group.In the cola light of dey the wholly 
Switched-on nature of this place is clearly apparent,its 
tavdry,derivetive op-art decoration,its would-be exotie 
screen of decorated balls - it is a wholly artificial, 
wholly febricated environment,a world of degraded artefacts, 
This and the flashing neon Signs of Sunset Strip which 
are shown later in the movie appear as imitations,counter- 
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feits,in the Platonic sense,of the ideal world of 
ure forms which Paul sees on his trip.fo 211 intents 
and purposes the "resl world? of common parlance no 
ionzer exists.N-ture is compl:tely excluded.ihere 
is » fabulous view from Bruce Dern's hilltop 
residence,but it is of no interest to anyone and 
when Paul attempts to go utside he is immediately 
brought back in.It is only in the dream seyuences 
that we are given lyrical Bergmanesque shots of the 
beauty of the. natural world,of green woods and fields, 
and even this is undercut by the fact that the settings 
of sand and sea,used for the pre-credit commercial, 
appear “s unreal - they now belong wholly to the 
dreamworld of capitalist acquisitiveness.Nture,like 
so many other things,no longer exists for end in itself 
but becomes a kind of transcendental display window. 
lhe necessary fetishism of American capitalism,this 
agr-ssive environment that precludes both belonging 
and genuine detachment is an important preoccupation 
of the movie.The LSD trip is 4 way of purging oneself 
of false and degraded images and slso of purging 
oneself of the false and desreded self that is attached 
to them and lives by them, 

Moreover ,even the guest for freedom,the escape 
into the head which characterised idealist ph* losophy, 
is set in the context of total repression and control, 
thet the USA todey is perhaps the most overcontrolled 
culture the world has ever known,even as it proclaims 
and attempts to live by the value of freedom is a 
conclusion which Corman makes inescapable.Even the 
hippie entrepreneurs ,whose zospel is that everything 
is permitted,are unwilling to have anybody step out 
of line.Bhe presence of Bruce Dern,who administers 
the acid to fonda,is both reassuring and slightly 
anxious ,#onde must float,relax,have a pleasant trip, 
not get into anything that might prove disturbing 
or unfomiliar and Fonde does not want this cither. 
Ideslly,he too woula prefer to remais in the bright 
sun and sand of his commercial world - but it is 
unstable ,as Fonda stends triumphantly with arms 
“part at the erest of + dune;he sinks into the sand. 
“he second level of his dream is the world of Corman 
horror mov" eS ,passag.s mists,buirials,mimmi fied heads 
and this is linked with erotic fantasy - the scene 
in which he makes love to one girl (his wife,a brunettet 
who transposes into his other girl a blonde sthese 
represent repressed fears and desires ,which when they 
come out into the open overwhelm and dissolve the 
bersonality,as if in acid ~ since here one does not do 
either one thing or another but everythings indiscrim-— 
inately. he unconscious is the world of Both/And, 
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these i .ges are disturbing,but more sinister 
are the Berzgmenesque sequences in which hooded 
horsemen ride throuzh the sand,slong by the sea, 
the dwarf who offers bowl and spoon.Corman gives 
us the key to the horsemen,since one of them pulls 
back her cowl and r-veals herself to Paul: as his 
wife - she constitut s the dimension of reality which 
he is trying to blot out,but which is continually 
intruding.+the duart presume bly suggests fears of 
inadequacy,of impoerishment of the spirit ,which have 
prompted him to take acid in the first place and to 
poring along - cine camera,poetry,music - though Bruce 
Dern tells him that this is ea bag he is not likely 
to get into.Far better thet he should get into 
something like,say - apple juice.Corman mekes us 
very conscious of the triviality of his responses, 
which are no different from those of people in the 
world at large.Those on the drug scene are less 
interested in the elleged experiences it offers than 
the money they can make out of it and when Peul 
believes that the police are following him (correct), 
beceuse he has killed his Mephistopheles (incorrect 
- he has committed trespass !) then the problem of 
distinguishing resl from unreal,normally not germane, 
assumes a very real importance.Paul discovers that 
the possibilities of freedom are really remarkably 
restricted.He enters a house,gives a girl a glass 
of milk and watches television with her (the latest 
on Vietnam trying to impinge through two dreamworlds!) 
but this proves to have been a capital crime.He 
taiks to a women,branded with the sign of Winthrop 
Aviation on her jersey,in 2 laundromat,but when Paul, 
fascin’t.d with the drying machine starts emptying 
her clothes out onto the floor she threatens to call 
the police.the police merely symbolise a universal 
desire to repress whatever is svontaneous.And even 
DNern's prlace of plessure is a prison with wire mesh 
on the widows. 

the ‘egraded world of reality is symbolised in Paul's 
drenm by the kitch ksrousel,presided over by a red 
robed figure, while pictures of LBJ,Spphia and a 
dollar bill are projected onto a screen,fetishised 
close-ups of dials - "glorious hsrmonious universe" 
"its fake and disgusting"- these comments suggestz 
bp rspectives both on the trip and on reslity.:s this 
sense of the harmonious one induces in oneself,a 
way of evoiding decisions,velue judgements,an endless 
meaningless journey that is the most profound self- 
narcotisation of all.So Corman implies that the trip 
is only of use if you learn something from itsbut those 
who take it can't learn since they want not so much 
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to achieve awareness as to avoid it.~Ihe self- 
knowledge they achieve through the uncovering of 
unconscious drives can only lead to st 11 grester 
confusion and paralysis of the will.fo be aware of 
ones deepest fears need not necessarily liberate one 
from them,but on the contrary lead to a profound. 
helplessness before these forces,en ever increasing 
anxlety.1t is signifiesnt that in the movie the 
images become more disturbing as Paul returns to 
normal consciousness,where they no Lo“ger constitute 
a flowing awareness but fragment and disrupt mental 
processes.Paul doesn't find what he wes looking for 
but what he has been repressing and running away from 
adhis feeling,"I love you ard “sverybody else" 
is one that does not provide much guidance for Living 
by,for in practise we cannot love everybody equally. 
Lo try would be to be totally frasmsnted as a person 
- hence the still with which Corman clog:.s the film, 
AS Peul wenders through the e'ty,along the strip 
or s'ts in the club watching the topless dancer and 
the band he stands and sits spellbound before the 
radiance he sees.The myriad sensations impinging 
upon his brain.But the beauty is all in the eye 
of the beholder ,only LSD ean put back what capitelism 
has taken out.Paul is in the great American tradition - 
the innocent childlike wonderer,who is stilli able 
to discern like Huck Finn and Meisie,like Hert 
Crene in his poem "the Wine Men-gerie" in whose 
visionary consciousness the fallen world becomes 
radiant again.No,to answer the waitress: 's question - 
the real world is not @ ough ~ because for one thing 
the “real world" isn't real.Whet rerlity amounts to 
is the reality principle, she apparatus of psychic 
fepression that erects the "Stop" and "Go" signs 
that litter Prul's dresms.Moreover it is not Paul 
who I-cks a sense of moral discrimination,when 
he hears about the death of man man from LSD he 
says “thet's terrible." Jt is under the reality 
principle that trespass becomes a serious crime, 
while such a d-ath is subsumea under en ironic "Yeah,!. 
where all heads must bow before the two dollar min- : 
iinum. 


ine Trip is deeply pessimistic novie.Peul is 

fractured as a person,seeking creativity and escape 
from a world that is profoundly unsetisfying ,which 
depends on dreams that offer no Nourishment for the 
soul .through LS@ he recovers a sense of creativity 

but 1S incapable of cohfronting the spectrum of uncons- 
drives to which he is exposed.So maybe its better to 

be doped on reality than acid, David Morse 
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Renoir: "Ou finit le théatre, et ot commence la vie?" 


(La Régle Du Jeu - The Golden Coach - Elena Bt 
Les Hommes) 


Those who are lucky enough to receive BBC 2 on 
their TV-sets have recently:had the good fortune of 
seeing three Renoir masterpieces within four weeks: 
La Régle Mu Jeu, The Golden Coach, and Elena Et Les 
Hommes. Although these Films were made Over a period 
or 77 years (1939, 1952, 1956), they show e quite re- 
markable consistency in their stylistic conception 
as well as in their themes. 


Renoir's films lead into a world of the spectacle. 
Whether it is La Chesnaye and his coutry house, or 
Camille and the Viceroi, or Elena and the world of 
political intrigues - they are all defined by the na- 
ture of the game they are playing. Reality, and espe- 
cially 'social reality' is only present at one degree 
removed: as complexity, as interrelated games on dif- 
ferent levels of non-reality. Even the famous scene 
of the hunt in La Régle, in its relentlessness, has 
all the qualities of a violent and cruelly symbolic 
ritual. 


All three films share, to a greater or lesser de- 
gree, the structural principle of the stage within a 
stage, of receding perspectives - most apparent, of 
course, in The Golden Coach. To all of then, Camilla's 
question applies: Where does the theatre end, and 
where does life begin? - As an answer, Renoir lets 
his characters progress through the various forms of 
make-believe, discover themselves - and finally ac- 
cept themselves - as actors. The bitterness that 
marks this conclusion, the sense of failure, of idea- 
lism having come to grief is unmistakeable even in 
Elena, the lightest of the three. 


What differentiates the pathos of La Chesnaye's 
concluding words in La Régle from Camilla's act of 
renunciation in The Golden Coach or Blena abandoning 
her idealism for the polite detachment of Henri is 
not so much an awareness of greater seriousness Os 8 
the face of death, but simply the recognition that 
life, if taken as a game, plays its tragedies, come- 
dies and even farce on the same stage, though with 
d4ifferent costumes. La Chesnaye is at his most sin- 
cere when most formal, Camille most real when on stage, 
and Elena discovers the truth of her emotions in a 
simulated kiss. "Vous ne jouez pas le jeu?" she asks 
Henri, “vous étes sincére? - moi aussi." Renoir's 
dialectic of freedom and necessity ends by paradoxical- 
ly affirming the recognition of necessity as the first 
act of freedom, while truth and sincerity become valid 
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categories only as functions of falsity and dissimul- 
ation. 


The dramatic tension of the films is based on this 
paradox, and the moral dilemmas of the protagonists 
are the result of the need to express, live and arti- 
culate a human, individual. truth within and through 
@ public, social artifice. For Renoir, theatre — in 
its widest sense - and society are related by virtue 
of a common element of formalization. Social norms of 
conduct, rules of behaviour ~ in Short, what in French 
is called"moeurs"- are based on conventions which are 
both arbitrary and historically determinated. In the 
world of the spectacle, similar conventions apply - 
and it is Renoir's greatness that in his films these 
parallels emerge, so that their differences can be 
dramatically explored. 


This is why the societies which Renoir chooses to 
portray are social forms in the process of decay and 
dissolution, when the pressure of the conventions is 
most strongly felt, and when. the oppositions are seen 
to emerge from within the social fabric itself. The 
colonial aristocracy of The Golden Coach, or the bour- 
geois-aristocratic alliance in Ia Régle and Elena are 
Significant, not so much in a direct political sénse, 
but because they are at once closest to the theatre 

.in their theatricality and furthest removed in their 
moral debasement. 


Not only does the relation stage/ off-stage in the 
theatre correspond to that of eeclonf kitchen and mast-~ 
er/ sorvant in the country house, but in addition, we 
see closed worlds openei(and threatened) 3 nara 
ter (or more often, a complementary 
whose strength or weakness is thei mobility 

i f and. “Onreleriest * 


misfit, as is (though in a different sense) Octave-—- 
but their fundamental difference “that one is a bore 
and the other an artist. 


In the Golden Coach, Camilla's ability to rise so- 
cially comés from béing a superior actress, a superior 
artist, while the Viceroi's near-ruin is dune to the 
fact that his game with Camilla turns for him into an 
emotional 'reality' which he is incapable of playing 
out. 
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Blena, though not an artist, belongs by instinct 
and generosity of feeling to those privileged beings 
in Renoir's world for whom social divisions do not 
exist, and she recognizes what is false in social con- 
ventions by learning an artist's sense of involve- 
ment-within-detachment, just as at the peginning of 
the film she debunks the pretensions of a false art 
by opening the window to let in the vulgar, but hon- 
est music of the brass band."d'aime la foule", she 
says, and since it igs the crowd celebrating, actors 
in a spontaneous spectacle, she is at the same time 
professing her faith in art without artificiality. 


What is important is the fundamentally differ- 
ent moral significance of the spectacle's artifice 
and that. of society. The artifice of society is a 
defence, against the demands of the individual and 
(implicitly) against @ changing historical situati- 
on. Its artificiality is therefore the sign of its 
reactionary and repressive nature. Conscious of in- 
minent dissolution, the polite society of Renoir's 
films insists on the conventions with almost ritual- 
astic determination. On the other hand, the world 
of the theatre (particularly in the Golden Coach) 
equally conscious of its own artificiallty, tts own 
conventions (the Comedia delltArte) asserts its 
artefact as a supreme form of freedom. Playing life 
as a game on stage, the comedians are free, while 
the court, having to enact a costume-play as Aut Sg 
are victims of a barren necessity. 


This is the sense of Gamilla's act of renuncia- 
tion, as she gives up love and pledges herself once 
more to the theatre. In 4 ‘closed! society it is the 
actor/ artist who alone is authentic, because mast~ 
er of his role and fate, while the actors of the so- 
cial world are puppets in the hands of forces which 
they neither know or understand, and hence, victims 
of self-deception. 


However, the relation is problematic, insofar as 
the artist's freedom is also the sign of his social 
impotence. This ig the symbolic role of the golden 
coach, in that it seems to Unite beauty and pres- 
tige, art and social power. Coveted by Camilla as 
a means of entering into society, it is at the same 
time symbol of her love for Felipe (that's where 
they made Love), then the token of the Viceroi's 
love for her. Riding away in it, she proves her in- 
aependence, but discovers that it does not take her 
anywhere, that it has become a cage in which she is 
trapped. To give it up to the church is therefore 
both liberation and renunciation, and she pledge to 
the theatre has the dignity of an ascetic vow. 


Ze 


Faced with the alternative of cither being a puppet 
in life or an actress on Stage, Camilla chooses art, 
because life ~ in a decadent society - is only bad 
art played by hams. 

This points to a curious ambivalence in Renoir's 
films:the positive value of social rules, where they 
ar employed consciously, and with grace. La Régle is 
an obvious example. Despite the fact that we are pre- 
sented with an artificial and insincere social élite, 
there is a sense in which their rules and conventions 
have a raison d'étre, a justification. Though often. 
enough they serve as a disguise to hide a social and 
emotional reality beneath a play of appearances, there 
are moments where the existence of binding code re- 
veals an otherwise hidden truth. In a way, these so- 
clal rules have to be asserted to make exception mean- 
ingful, they have to be there, in order to be broken, 


It is Jurrieu's drama that he does not under— 
Stand this. The point about him, surely, is not so 
much that he breaks the rules and must therefore be 
eliminated, but that he, at crucial moments, sticks 
to the wrong set of rules, because he is incapable 
of grasping the moment of liberty within them. He 
punches people in the face when he ought to be diplo- 
matic, he talks about unrequited love when he ought 
to talk about his heroic flight - in short, he cannot 
distinguish the private from the 

proportion, he 
he role that he i 
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genuins vitality emerges. This is ; 


Lae tuncatental to Rene 
oir's ethic, for it justifies and usanscends the exist- 
ing moral and social order, since it the only way in 
which the ividual can exercise and express his free- 

n .j- (it is artistic manifestation of his 
ia list anarchism. Only the artist 
Ging any kind of trath = ee 
"GCCHNhS and creatively beanssands the 
S11. puman acts.) 
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Jurrleu 26 2ncenanle of realizing His freedom bax 


cause for him the game is a constraint, while he ree 
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lies at the same time on en unconscious social code 
to regulate even his emotional behaviour. Profoundly 
inartistic, the apparent social rebel reveals himself 
as the worst kind of conformist. He who parades his 
sincerity is unmasked as 2 blind puppet with as much 
freedom over his fate as 3 rabbit. The relation bet- 
ween Jurrieu and the rabbit is not a parallel one - 
it is highly ironic. The death of the rabbit reflects 
the insensitivity and casual violence of a social 
caste - but the 'rabbit' Jurrieu - however much he 
deserves our pity - essentially reveals the weakness 
of the individual, whose rebellious authenticity ex- 
hausts itself in the rejection of social conventions. 


Tf Jurrieu's authenticity proves to be false, or 
at any rate suspect, that of Christine is more com 
plex. She is one of many Renoir heroines, who, suffer- 
ing from the falseness of the world in which they 
live, try to break out and to establish contact wita 
a more spontaneous, more artless (and therefore less 
heartless) reality outside in which to find - and 
live- an authentic personal relationship. From Mana 
and Medame Bovary the line goes down to Christine, 
Camilla and Blena - all gifted with a sensibility 
which is at once more humane and more fragile than 
that of the men who surround them. Their idealism 
is always a form of escape, 4 rejection of a closed, 
insensitive world, Christine warite a child, lena 
udnuts to inspire a general to political heroism, and 
Gamille wants the golden coach, emblem of beauty and 
power - so many forms of triumphing over a sterile, 
meaningless and effete masculine universe. 


The women are sharply differentiated from the men 
by their vitality. Only they are still animated by 
vital needs, by a desire which gives to love a social 
and creative function. Instinctively trying to live 
out an @lan vital in a society whose formalization 
always verges on the mechanical (La Régle, Golden 
Coach)or the grossly materialist (Elena; “the mar- 
riage of shoe and rubber") Renoir's women are con~ 
fronted with a choice amsng aifferent men - the search 
of love being at the same time the search for a role 
and a purpose. (Christine: Saint-Aubin, Jurieu, Oc- 
tave, La Chesnaye; Camilla: Felipe, the Viceroi, the 
Torero; Elena: the musician, the shoe manufacturer, 
Rollan, Henri). The attempts at freedom and love end 
in failure and resignation . Camilla is the most un- 
compromising ("I thought you were big" she says to the 
Viceroi, "but you are small - too small for me.") As 
an artist she can afford even to reject Felipe, whose 
reincarnation in Hlena - Henri - is luckier. 
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In Camille and EHlena,Renoir makes the moral im- 
plication apparent. Camilla, once she gets off the 
Stage becomes a piece of property for the men to 
fight over. ( Renoir makes very skilful use of the 
bracelet ~ sign of appropriation in the form of a 
chain, it becomes emblem of a false glory which Ca- 
milla rightly passes on to the Torero.) Daring to 
go outside the circle prescribed by social conven- 
tion the Renoir heroine is precipitated into situa- 
tions which trap her in new kinds of falsehood and 
exploitation. 


This motif of prostitution is most overtly de- 
veloped in Elena. Hlena's beauty and charm is the 
capital which her parents try to invest with the 
highest bidder ~ the shoe manufacturer.("I have noth- 
ing to sell but myself", she admits to Henri) But 
more importantly, it is the sinister cligue which 
Surrounds Rollan, his public relation men as it 
were, who make the most unscrupulous use of her. She 
is the bait to lure the reluctant general into poli- 

ics - a manoeuvre to which she, in her ardent ideal- 
ism, willingly consents. By fusing Flena's idealism 
and its manipulation by Rollan's men,and letting the 
Whois intrigve culminate in a brothel, Renoir makes 
the neture of Blens’s cilenma. abundes Sly ciscar,. Be= 
neath the seemingly so nostalgic picture of a sare~ 
free and rosy lightness Renoir pursues a rather more 
modern theme : the - by now traumatic - nexus of 
vitality and exploitation, spontaneity and manipula- 
tion, whichontimes to haunt our media-ridden period. 


Syn de 
Be 


Thus, the will to attain a mode of being which 
is authentic seems always trapped in a kind of fa- 
tality. The women's idealism is either short-circuit- 
ed by the ordinariness of the men (Camille,Elena, Curistine) 
or caught in the mechanism of social forces (Chriatine, 
Camille). One is reminded of Godard's Vivre Sa Vie - 
one should lend oneself to others, but give oneself to 
oneself -— . And this motto, in Renoir's films becomes 
precisely the definition of the artist's relation to 
the social rules. For Camilla, the theatre is the 
only form of 'prostitution' which preserves her per- 
sonal honour and inviolability. 


far from being the philosophy of timid quietisn, 
Renoir's artistic ethic requires - as the three films 
show - a high concept of sacrifice, and involves a 
painful and arduous path of renunciation. Despite po- 
pular belief, the usual picture of Renoir the naive, 
voluble worshipper of nature and paneroticism is be- 
lied by his films, where the game, the spectacle Sud= 
denly apsears as the most difficult, the most serious 
and the most dedicated form of human existence. 
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1947) Jacques Tourneur: - - 
Robert Katebur. 


The autovobile of Joe Stephanos oves down the 


highway into a quiet, 1a2Y 5 
town. Tourneur's cai.era pan 


typically American suall- 
gs a little to the right to 


include in the fraue a sign which reads 'Bridgeport'. 
So it continues throughout the filu, the constant 


placing of situation for the 
Fulton Street). And yet eve 


hero (San Francisco, 144 
rything paradoxiaally is 


not as it seems. While Tourneur's caiuera indicates 


clarity and exactness, his: 1 
demonstrate tue latent menac 
the confusion. Too, while B 
in the confusion) through th 
quences, we, the audience, a 
celess, the superficial clar 
extraordinarily rewarding an 
finds a uagnificent panegyri 
in Tourneur's case, lore spe 
outside accepted society, wh 


ighting and his dialogue 

e, and, wore importantly, 
ailey/i.arkhneu woves (even 

e fraue-uwop and its conse~ 

re left bemsed and defen- 
ity equivocal. In Tourneur's 
da colplex B-feature, one 

ce to the individual (and 
cifically, the adventurer) 

o pursues his own partic— 


wlar code and worality (as exeuplitiec by his past) to 


what are, from the beginning 


, inevitable consequences. 


His attempts to live in society, inside an accepted 


morality, fail, and he retur 
die. 

In the opening Moments 
demonstrates the atiosphere 


ns into his past world to 


of the siovie, Tourneur 
of the suzll-town, quiet, 


co.placent, enervating. Thus, with Joes arrival in 


Bridgeport to seek out Larkhay, there is created an 
extraordinary (fatal) sensat 


ordered commmnity existence; 


ion of intrusion into this 
the black autouobile 


arriving into the white glere of Bridgeporé; and 
Tourneur, by placing his cancra and our vision in the 


pack of the car, as it appro 
forces us to participate in, 


aches the gas station, 
as well as experieme, 


this intrusion, as to vake it ore imucdiate. It is 
obvious that the suooth Stephanos is out of place in 


Bridgeport's sung parochiali 


si: - but he is able wb 


akc use of the naive goodwill of the inhabitants in 


order to extract inforiation 


frou them (the cafe 


sequence). Yet, in this wenacing opening, by: forcing 
on the audience this sensation of intrusion, Tourneur 
wakes his double point. Couparcd with Narkhais 
strained dialogue with Ann by the lake, he is casual 
with Joc as they exchange barbed greetings. Thus 

right frou the very beginning, one becoles aware of two 


polarities in Markhars life. 


By illustrating and 


intruding on one, Tourneur exposes the other. The ore 


his a truth, the other a sus 
Barkhan's past is truth, his 


pension of truth. While 
true existence, his life 
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in Bridgeport is a facade, a repression of all he lives 
for, as an individual and as an adventurer. 

Schenatically and thematically, Tourneur's achieve— 
went is in the construction of a uise-en-scene that is 
essentially dialistic (lizht/dark, Cathy/ann, open/ 
closed, reflecting hMarkhan's dialetic) and yet unified 
(the physical exbodinent of which is how the long flash~ 
back progresses fluently into the present action). 
Decor, light, characterization express liarkhaius inves- 
tization of true values. 

An investigation of Tourneurs use of light and 
darkness must at once be ra ified into action and flash- 
back. The Bridgeport of the central action is innocent 
and open: hence the sense of intrusion at Joe's ent- 
ranee. The white of the colunity is ienaced by the 
black.of the pangaters ruto.:obil«. Co parcd to this, 
Tourncur's San Franeisco is shadowed and dark, as the 
actions ar. theiusclves <enacing and confused. This 
use of light (so iniportant in these low-budget movies) 
produces an eloquent and subtle antithesis, Too, in 
the flashback, the light of Acapulco is contrnst-a 
with the @arkness and heavy shadow of the final flesh. 
back scene in the abandoned Nighwey shack where Gat 
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fuses to 2 toon. While the Bridizeport o. i? ¢ 
and open, ihc Acapulco bars are SLoky 2nd confused, 
Finally, the heavy shadow of the hishway shack seeus 
to inprison harkhan - despite his realization of her 
treschery (his finding that she did in fact bank the 
$0,000), he finds hinself unable to break away fron 
her. (Bars are a const: notif in the filn.— the 
large gates of Whits house fer instance). 

Inextricably linked to Tourrsurs :asterful use 
of light is his use of decor: +the save exetiples illus~ 
trate this. Bridgeport is ia Duysically open as it is 
spiritually transparent - noth’ ng is hidden ana 
ivwrkhaiis past igs incongruous in ‘this environment. 
San Francisco is however, a city of shadows, and 
corridors, whcre to enter an apart ent way be to 
find a corpse: where to have a drink ay be to leave 
your fingerprints on the glass. The sae is true of 
the flashback Sequences; in the s all dark shed, 
which is the antithesis of all uarkhais fascination 
with Cathy, their i:icial affair is con cozned and des- 
troyed. Too, in the sais way, the artificial bright. 
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ness of the Acapulco light complements the harsh white 
of the buildings to illustrate the insecurity and ienace 
that surrounds isarkha..s situation.. The two different 
textures of .enace, light and darkness, are iuportant 
because while Larkha.: can in fact handle the one sit- 
vation (in San Francisco), the other is :-uch wore 
threatening in that he has allowed hiuself to beco.€ 
eL.otionally involved with Cathy. 

However, the fili. pivots on Jeff inzrkhan. and the 
dialetic which the filx presents, although strengthened 
by Tourneurs style, resolves itself in a thorough in- 
vestigation of the character hiuself. 4s in High 
Sierra, there is no actucl character development, but 
wore a deviation fros. the individual and a final return. 
Tt iast be realized that, although there .ay at first 
appear to be two distinct moral polarities in the hero, 
only one is truly relevant. idarkhar. is his past ~ as 
the opening shows, and as his relationship with 4nn 
is investigated, his attempts to liye inside society 
and security fail, and @ return to his past and Cathy 
is both inevitable and fitting. For supreuely markhais 
is an individual, a an who acts jipulsively because he 
feels thet this is the only way to live, an adventurer 
who has rejected all accepted ways of life except his 
own; while he is resident in Bridgeport, while he is 
hiding the truth of his part fron Ann and the know-~. 
ledge that he must return to it fro:. hinself, he ne- 
gates hinself for he is repressing the only source of 
his life. 4 proper investigation of this both siuple 
and co plex character can be conducted through what the 
two nain female characters exexplify for hin. 

Cathy is, for tiarkhain, the deification of his past. 
Sent by Whit to find her, he tracks her down in Aca- 
pulco, but beco..<s.so fascinated by her, that they have 
an affair until Whit begins to suspect the . Yet, frou 
the beginning, their relationship is haunted by menace, 
shrouded in confusion. Tourneur capsulates their rel- 
ationship at this point in one extraordinary sequence 
that takes place on the beach; this can be coupared to 
narkhaits scene with Jnn by the lake at the beginning 
of the fil... For the difference between Cathy and Ann 
is the difference between eroticisii and love. While 
only eroticis.. is possible in larkhais underworld past, 
love is possible inside society (in the hartionious 
country around Bridgeport), but not for harkhat., who is 
too coutiitted to his independence. Yet, on the beach 
with Cathy, Markha:.ts independence is threatened. The 
scene is of an extraordinary rouantic quality, but 
seels douinated by the presence of huga fishing nets 
strung out along the beach. As I have nentioned before, 
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(Tourneur has been aided in this respect by his use of 
a traditional gangster~hero, Robert iitchun as Markhau 
who seeus at hone only in théepast sequences). 

Thus Tourneur illustrates the fimei-return of his 
hero to truth. However, what is so uagnificently ine 
pressive about his movie in his grasp of the essence in - 
his mise-en~scene, in which there is nothing that is 
not fundaiiental, although in any given scene there are 
different diixensions provided by various aspects of 
that itiseren-scene. He is aided prinarily by a first 
class script and acting, onto which he h-s noulded a 
uasterplece by his extraordinary use of decor ard 
lighting to provide the exact effects that both 
strengthen and expand the action, in particular e..pha- 
sizing the polarities of harkhous existence. In this 
context, the ca.era takes on the role alnost of a 
protagonist, refusing to subordimte iteslf to the 
action but only serving to strengthen it. The dual 
existence of the hcro - the suspension of truth 
(Ann/Bridgeport) and truth itself (Cathy/the past) - 
is .agnificently antithesized and united. For 
markha, finally, refuses to explore once ore the 
roots of his past without his independence, the 
quality that wakes hin a true adventurer in the 
Walsh tradition, in 2 life with Cathy. Tuportant ly 
his Geath takes place in the Bridgeport forest region. 
He shuts Whit's heavy iron gates (his past); having 
carried his adventurers existence «s far as possible, 
he resolves to die rather than continue unwillingly, 
a dezth that takes on a supru.e sisnificance in its 
banality. Which »ll goes to show tart, working well 
within genre and systei., one can still be a poet. 

Peter Lloyd. 


(Advertisement) 


Are you interested in producing low-budget 16 mm films? 


-Several committe people could jointly purchase the 
necessary equivment to produce and process such 
films at reasonable cost, 


-The basic equipment would cost about £300, and would 


eee os Camera and lenses (Bolex 416, Cine Kodak Spe- 


cial of BekH 70 DR), Projector capable of mo-— 
dification to run double band films, Batch Pro- 
cessing equipment, Editing equipment 
At current stock prices, simple BeW production with mag 
netic sound should cost from £1.4 per minute. 
-With 6-10 people, willing to contribute ‘1 per week, we 
could set up a limited company and buy the equipment. 
~Anyone interested should Gontact: Steve Hadfield and 


David Pack, Basement Flat, 6 Norfolk terrace, Brighton. 
te a 2 OTT OLE Serrace, Brighton 


54 


El Cid (USA 1961) Anthony Mam, Charlton Heston, 
“Sea Sophia Loren 

Ostensibly El Cid exauwines the tensions within 
Roderique old Bivar (Charlton Heston). However from 
the title onwards we know that Roderique imst becone 
El Cid and "Ride out of the city gates into history". 
Consistently with Mann, as with the Boelticher villain, 
the hero's search for a "hidden place", where he can 
hide in peace as a mn and a legend is perfunctory. 

The only major exceptions to this are 1's Doorway; 
Bend of the River and Naked Spur. In Devil's Doorway, 
the situation is slightly different in that at the 
start the hero, an indian, has found his hidden place - 
sweet weadow, which significantly is entered only 
through the Devil's Doorway. Broken Lance/Lance Poole 
rides into history by dying in the defence of Sweet 
leadow against impossible odds. In Bend of the River 
Stewart actuelly manages to find paradise in 'is good 
a picce of land as God ever mde'. But, as with 

Naked Spur which ends with Stewart having resolved his 
inner tensions and setting off to California to find a 
ranch, on vassing through the Devils Doorway Stewart 
finds a paradise that if he is to resain in ceuwands 

a prospero-like sheddin; of the aluost vazical 

which is how the actions that are the indexes of 
Stewart's inner corbraciations see. to other 

people — that wade the achieve..cnt of paradise, seen 
in the westerns always as Jeffersonian agrarianisn, 
possible. 

The western would not sustain Mann's concept of the 
transcendent hero, for whom solitude and society are 
simply places to act fron and not for. Thus Mann's last 
western, the very interestin:; Cimuuoron is best seen as 
an anti epic, a counter to How the West was Won, It 

as an epic because the hannian epic hero cannot be 
wound down when the spirit of "westerning" is no longer 
socially useful; the Mannianhero burns frou within, 
phoenix like living of the very contradictions that 
ust destroy hin as a imn, thet devour his individual 
humenness thet he uight be known anew as legend. Thus 
Yancy Cravat (Glenn Ford) after the settleiient of 
Oklahoma must explore Alaska, becoue a Rough Rider and 
volunteer to die in the ist World War. The erections 


T 
of the statue of Cravat as syubolizing "the spirit of 
the west" is therefore, to say the least, ironic. 

The Cids ad caper into history, however horrific 
the i.age of the course of Roderique strapped to his 
horse ay be, the ivge of a nan who has succumbed 
willingly to the te .ptation of Martyrdom is in no 
way ironical. The rationalizations of the Cid's need 
to becoze an epic hero- he speaks always of Honour and 
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Spain, and rejects a kingdom etc. —-are acceptable be- 
cause such are the characteristics of the traditional 
epic hero who rescues rather-than hounds civilisation. 

Yancy Cravat_and-Stewart have «= personal need 
for 'ndventure', nnd usually there quest is a personel 
one of redemption, which in epic terms cannot be satis- 
fied since the iythical west is not 1 place of historic- 
al conflict but of historical progress. Spain nenaced 
by the Moors is-an instance of civilization on the brink 
of-chaos, or-st least can be presented as euch. 

Thus the Cid has « social role elready cast for 
hin in the situation itself, which defines his persual 
of honour and 1l-gend take at the expense of personal 
happiness... However, as the epic hero's guest becones 
increisingly depersonalized, as the rationalizations 
co.e to have a real weight of their own, as he becones 
a figure of Europe2n culture, he beco:.es both cander 
to handle for ham, ensier to situate in a pilot add 
less interesting since the aninating tensions are eased 
as the hero's starting point becomes more and ore his 
heroness (his Charlton Hestonness) rather than his 
his individual psyche. In terus of taking a film the 
uatter of factness of the surface of the Mann western 
is transformed into the grand statenents and grand 
e..otions of the public world, while visually the screen 
alternates between Gods and Godesses ~ Heston and 
Loren (who acts terribly) ~ in 70" close ups photo- 
graphed against iassive interiors and then against 
gigantic crowds in and out of doors indicating the 
powers these Gods hold in their sway. Sadly the huge 
sets conceived in ters of circles, rectangules and 
straight lines, serve only to make the Cia a puppet 
controlled by destiny rather:-than soneons achieving his 
personal destiny. The Cid's story is one of a journey 
through ethics to gesthetics, but when the ethics 
become as abstract as honour or love (as treated in El 
Did) to call such a story a journey is 2 wignomer 

Ky criticisms of Bl Cid are overly harshto the 
Film itself in which the Cid igs placed always on the 
curve, of the stairs in the palace, in the barn, in 
ter.s of the ca:ern move ent, in the courtyard where 
he forces Alphonso to swear, and ost isportantly on 
the curving bench outside Valencia at the end. he 
iuplications of the Cid -s epic hero however, 
speakin;, place hin at the tip of the curve, with his 
way back to the hu.an e.otions of che.zin, associated 
with the circle or even of the court, associates with 
the colder rectangle, closed. 

The tensions of the westerns, between the indi- 
vidual and society in El Cid are replaced with the 
wore dangerous tensions between the hero 2s Hero and 
the hero as ian. In spite of. dist:sthefuliy Wasnerian 

aspects of iann's world view, El Cid still renains 


a remarkably interestinz snd beautiful filn. P.H, 
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Under Capricorn (4.B., 1949) Hitchcock; Ingrid Bergman, 
Joseph Cotten, 
Micheal Wilding. 


At one point in Under Capricorn Flusky (Josevh Cotten) 


exclaims, "AIL along we've: “sacririced ourselves! pantn 


must be an end.' Flusky's love for Lady Henrietta/Hatty 

(Ingrid eee has led hin, a groom, to run avay with 

her to Gretna Green. However, her brother, Derment, catches 

up with >, as it were, post coitus (cf. the description 
hag 


-etna Green, their marred age by the black- 
smith, an 1¢ subsequent exhaustion) and in the resulting 
contusion Laéy Henrietta shoots and kills him. Flusky is 
convicted of manslaughter and Ceres to Australia. Lady 
Honrietta follows him, and after he has served his time 
they set up house tog nether ~ th Ley are married. But their 
ties are ties of euilt, especially in Batty's case, guilt 
DOE the killing of Dermont, and then for pipers Flusky 
tc take the blame, which reduces I Matty to a sta of 
coh.lovse. When she no longer needs to work, when i Plage 
who has become a successful businessman can support her 
Uatty's collanse becores total. 


of the rics 


aor nersonal sacrifices never seem to end because 
a failed Mark RButlend, has cpted for ease ratner 
Chan ournont the guilt they share and which has reduced 
Fatty to a frigit alcoholic. Me t n Itsy tations 


clised as social infericrity - he 
is caused because ‘she misses her 
Patty's stasis as absolute and all 


by 
melancholia 
cep 


t 
wed kt aie) cuse-~ 
keeper, to take complete control over ‘Why Weepest Thou 
(the name of Flusky's house). Hark Rutland has given in te 
Gals 
his, then, is the situation at the opening of the film. 
The arrival of Charles Adare (Michael Wilding) in Australia 
to seck his fortune provides the starting point for a 
journey back to the ei £ Gretna Green, the scurce of 
guilt. Adare, natuz yicus perscn, 1 
in Austrelia, peo; ake kindly to 
their pasts, tho then being ¢ 
chi the discovery is a cousix o: 
Flusky'’s willing Adare is esta 
Flusky heusenold : tty back te 1i 
reality, but te the Pale meneries of her 


the makebeliove ef un and formal 
pre-Gretna Green past. This is net enough : 
innocent of the real cause of Fatty's condition, he sceks to 
create a new person. He calls her arter her initial trans- 
formation, *Hy first work of art'. He demands that she 


supplant Milly, take respcensibility, keep the keys of the 
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house, face the hags of the ‘:itchen. The kitchen kas 
symbolically been shoirn to be the Sick centre cf the 
house, when Adare on hie first 2 rival at ‘Vhy Weepest Thou? 
finding no-one at the front fea walks along the side 

of the house to see through the elegance of the house's 
facade the true Spirit of conflict that Flusky lives in 


inside the chavutic kitchen. 
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Adare, of ccurse, is the active Mark Rutland ¢£ 
with the added onslicabion tnat is not Hatty's 
husband. He is the intruder into Hatty's past who fron 


aesthetic interest unknowdLay sy brings the real issue 
into the en, as he berins to fall in love with his 


cation and arouse Hatty's sexuality. Accordingly he 
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Pegins to supplant ¥lusky a “8 lilly has supplan 
fatty) whom he now blames for Hatty's condition. 
When Adare is caught by Flusky ina ccupronising 
caer a the killing of See » the first intruder 
is symbolically re- enacted, only Adare is weunded, net 
; nut this tine the killing 
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killed. The past is thus repeats di 
ot even be partially covered up. Cone party taking the 
Fan ts 


another's actions). hen with Corrigan (Strutt) 
rie desire to bring Flusk-y ig vee for 
PoA 


ent into 


c 
to save Wlusity grom cer re ere 
ieee : 2 


ans cu confesses 
usk; reftus oO cLve 
ana so is ested on 
eiiset co this demanding 
asise the burden of 
ive under, mud ta re- 
of the law's hideous 


nds upon then, 


tt Oy 


a) 


e 
man? . AS a resul : a Sete ly 
#aced their past, and Adare S0¢S hene in scciael @ 
but secure in the ees hat he has faced the 
mature cf life and, unlik e willy, been able to co 

s i 


sa 


wil, 


hely us te couprehend the 
to evaluate it (if this is 
tuis we must enamine Mitehcock's oe 2 lansuage of 
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the cinema. The first thing to say is th - Under Capricorn 
is an incredibly verbal film, even to t stent thas 
too much emphasis is placed on words, one ene in the 
denoument. In contrast to Marnie where the killing of 


the sailor is shown, the killing of Delmont is described, 
not shown. 
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This apart, in Under Capricorn Hitchcock presents us 
with a brilliant series “of tableaux, Adare and the camera 
exsloring Flusky's house from the outside (he even enters 
fatty's bedrocn the first time from the outside - he 
climbs in through the window), Hatty's first dishevelled 
entrance, and Hatty and Adare dressed for the Ball, coming 
down the staircase to be met by Flusky clutching the ruby 
necklace that is t o ostentatious te be given to Hatty. 


The journey of the keys of the nousebhold, from Milly te 
Jatty and then back again, is somewhat forced, but the 
a 


contrast between Hatty, deshabille and dressed at the height 
ef fashion, with the always stiffly dressed ililly, the 
victin of at can cnly be described as puritanical lust, 


wht 
28 beautifully rendered. 


rn Under Capricorn Hitchcock's thematic concerns are 


ransparent; however, the technicues through which the 
chenes are realised are by no means tran sparent. 


Subscriptions are available at 7,6 for five issues, 
included. Sen@ your name and acdre ess, tcgether 
cheque/pestal ce Garbrs te the University of 
Filu Society) to 


The brighton Fil: Review 
52, West Hill street 
Brighton BN1 3RS. 

& a) 


Back numbers on recauest. 


exe) 


RATING OF FILMS 


Reviewed: T.H. 
The Trip xx 
La Régle du Jeu sock 
The Golden Coach XXKK 
Elena Et Les Hommes xxx 
Under Capricorn xxx 
Build ily Gallows High pe.0.0-4 
El Cid 

Previewed: 
La Vérité x 
Les Cousins xX 
Bande A Part oe 
Ta Bellic Et la Rate XE 
Zero de Conduite KS 
The Cardinal XX 
Dance of the Vampires x 
Masculin Feminin xxx 
The Great Race 
Phe Exterminating Angel Po.0:0.4 
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